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Q1: It has been assumed that the first-named author will be responsible for correspondence. If this is not the case please move asterisk to second author and change to relevant email address (Received 21 October 2011; final version accepted 26 April 2012) This article examines the consequences of the concurrence of a recent surge of interest in LGBT lives in the Italian media with the perceived transformation of Spain. Long considered Italy's close -though inferior -cultural cousin, Spain 10 has been seen to be forging its own path with the reforms of the Zapatero administration, gay marriage especially. The discussion focuses on Il padre delle spose (RAI1, 2006), which generated intense discussion across the political spectrum precisely during the period in which the issue of recognising domestic partnerships between same-sex couples was being contested in Italy. The drama 15 and surrounding media debates are analysed in order to articulate both the anxieties and the sense of opportunity brought about by Spain's 'sorpasso' of Italy. The drama is also informative for the way it reverses the standard 'metropolitan' trajectory of LGBT narrative. By relocating its lesbian protagonists to rural Puglia, the drama indicates how local traditions might be better 20 able to respond to hetero-patriarchal oppression than imported ideals of 'coming out'. Further, the drama's emphasis on local forms of solidarity suggests an alternative vision of LGBT existence to the one increasingly dominant across Europe and the West which privileges economically productive subjects. to each other and have forged successful careers in Barcelona where they live, but are obliged to relocate suddenly to Aurora's hometown in rural Puglia where their relationship receives neither legal recognition nor social approbation. The drama attracted over seven million viewers and generated heated discussion across the political spectrum both before and after its scheduled broadcasting. Much of the controversy surrounding Il padre delle spose was caused by its engagement with the issue of same-sex marriage. MP Carlo Giovanardi, for example, attacked RAI for its decision to broadcast the drama and declared that by showing gay marriage as a viable choice, the TV drama sent a dangerous message that threatened the future of Italian society (Franco 2006, 52 is not only interesting for its presentation of the emerging possibilities and enduring difficulties of being LGBT in Italy. Our reason for focusing on Il padre delle spose here has to do with the way it invites a closer examination of the relationship between sexuality and locality. This matter has received some attention in relation to Italy, though often the interest is only passing. A number of scholars have begun to query ideas about the 55 specificity and uniformity of marginal sexual and gender formations within Italy by considering how, for instance, the perspectives of immigrants might disrupt dominant narratives, both foreign and domestic, regarding the Italian sexual character (Duncan 2006, 3-4) , and modes of sexual citizenship in Italy (Malagreca 2007, 25-39 On the one hand, we understand the drama to be questioning the straightforward importation and imposition of a 'metropolitan model' of sexual identity onto nonmetropolitan situations. This model, predominant in the Anglophone West, presumes that LGBT subjects assemble in urban-located subcultures, and is reinforced by prevailing forms of sexual identity narrative, in particular the coming-out story. Such narratives 70 have, though, come under criticism for presuming a shared 'story' and identity that transcend local specificities: they tend to speak to individuals privileged by economic and social mobility whilst excluding an array of more economically disadvantaged non-urban, not to mention non-Western, subjectivities (Sinfield 2000; Spurlin 2000) .
Keywords
On the other hand, Il padre delle spose is interesting for its recognition of the ways 75 regional, national and even supra-national institutions and identities interact to produce a complex politics of sexuality. The drama conveys a number of anxieties about Italy's current position amongst European nations following the reforms of the Zapatero government, which have appeared to propel Spain -once perceived to be Italy's inferior relative -to the progressive vanguard of Europe. We argue that in the drama and in 80 broader discourse, Spain acts like an ambivalent double to Italy, standing for loss but also opportunity for social change. Equally, Il padre delle spose focuses on transformations that have been taking place within Italy. Rural Puglia, which provides the drama's setting, ultimately seems a hospitable environment for LGBT people -a turnaround which reflects the region's new path under the leadership of Nichi Vendola.
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Our analysis of the drama, however, suggests reasons to be cautious about claims relating to the supposed benefits that LGBT people bring to these provincial locales. [479] [480] [481] [482] [483] [484] [485] [486] [487] [488] [489] [490] [491] [492] [493] [494] //blrnas3/cenpro/ApplicationFiles/Journals/TandF/3B2/CMIT/Vol01704/120025/APPFile/TF-CMIT120025.3d (CMIT) [INVALID These assertions, derived from the work of Richard Florida, ultimately conflate diversity, tolerance and creativity with economic productivity. Some commentators have interpreted Il padre delle spose as extending Florida's arguments about American cities to Italian 90 rural contexts, yet the drama refuses to conceive of its lesbian protagonists purely as economic agents. We argue, moreover, that such neoliberal discourse leads to LGBT subjectivities being conceived too narrowly and reduces sensitivity towards the exigencies of provincial LGBT life. Necessarily our examination of the above issues ranges beyond their representation in Il padre delle spose: the drama stands as a faultline text which was 95 hotly contested in the Italian media, and these debates also provide fruitful material with which to consider tensions relating to national identity, regionality and sexuality.
Country cousins: Italy and Spain
Il padre delle spose opens with some back-story located in rural Puglia. The young Aurora escapes to Spain to fulfil her ambition of becoming a photographer, much against her 100 father Riccardo's wishes, who considers it an occupation quite unsuitable for a woman. The present-day story begins with Riccardo's accidental discovery, whilst on a business trip in Barcelona, that Aurora is married to another woman. Subsequently the drama is concerned with the consequences that their marriage has for Riccardo and, after they decide to follow him back to Puglia, for his small rural community. In Puglia, Rosario 105 and Aurora become involved with the local townspeople's efforts to fend off the encroachments of a devious businessman who is attempting to buy up their olive groves so that he can produce inferior-quality oil at great profit. The businessman also finds out about Aurora and Rosario's relationship and blackmails Riccardo, threatening to out them and bring upon Riccardo utter shame unless he is allowed to pursue his plans 110 unhindered. Ultimately the women's cover is blown by a different agent: Rosario's violent ex-husband, who is the reason why they have fled Spain, eventually finds them and attacks and seriously injures Aurora. The incident, and the women's relationship, is subsequently all over the local press, and the town's community comes to understand that they are not merely 'friends' after all. But so successful have the couple been in forging solidarity 115 amongst the locality's women through their revival of dormant local forms of female association that they are welcomed back into the family and the wider community.
The drama's sequence of moves between Italy and Spain parallels the assumption, repeatedly made throughout Il padre delle spose, that close ties connect the two countries. Often these affinities are couched in comforting domestic or familial terms. For instance, 120 whilst in Barcelona, Riccardo jokes about his surname, Catalano, to imply his closeness to the region that has welcomed his daughter. When Rosario first sees the trulli, the traditional Apulian houses, she excitedly points out to Aurora how much they remind her of Andalucı´a. Yet, the fact that the drama oscillates between the urbanity of Barcelona and an Apulian backwater indicates that the relationship between the two countries is 125 understood to be imbalanced.
Il padre delle spose is one of several Italian TV dramas, films and documentariesincluding Viva Zapatero (dir. Italy and Spain have appeared obvious: both are southern, predominantly Catholic, romance language-speaking countries with similar economic and social profiles, featuring north-south divides as well as the presence of strong regional identities (Hooper 2008 dell'Udc alla Camera, bacchetta quella che definisce una deriva zapaterista del governo' (La Repubblica 2006).
In these commentaries, the expression 'deriva zapaterista' synonymises a fear of secular radicalism infiltrating and taking control of Italian politics. In light of the perceived cultural proximity between the two countries and by means of the obsessive invocation 200 of 'la deriva zapaterista', Spain appears repeatedly constructed as Italy's double, as an uncanny projection of a national collective 'noi' losing its stability and recognisable contours. Under these terms, Spain emerges as a reflection of what Italy could become, should the country lose sight of its perceived Catholic roots and its family-based moral and legal traditions. 205 The spectre of Zapatero's Spain was invoked in similar fashion in the media debates surrounding Il padre delle spose. In response to the controversy surrounding the broadcasting of the drama, Mario Landolfi (president of the state television watchdog, Commissione vigilanza) asserted that RAI certainly needed to deal with controversial subjects such as homosexuality and the question of gay marriage. Landolfi noted that 210 'nessuno obbliga pero`la Rai a sposare acriticamente la tesi zapaterista, cioe`a presentare il matrimonio tra persone dello stesso sesso e la loro possibilita`di adottare bambini come un ampliamento naturale della sfera dei diritti individuali' (gaynews.it 2006b). References to the recent changes in Zapatero's Spain and the implications they have for Italy were also made in the more positive and enthusiastic responses to the broadcasting of this TV 215 drama. Gay activist and then MP Franco Grillini (2006) noted how Il padre delle spose pointed to the close affiliations between Spain and Italy, thus suggesting how Italy should follow its country cousin's example along the path of social reforms, in particular with regard to the issue of gay marriage.
Zapatero's Spain seems to function here as a double signifier. It appears as the object 220 of a 'desire for': a desire for reform, progress within a pan-European vision of liberal citizenship and civil rights. At the same time -particularly by means of the invocation of the 'deriva zapaterista' in more conservative commentaries -this desire appears to be repeatedly denied and understood as threatening for Italy. It is precisely the obsessive referencing of this threat which suggests, however, the power that this object of desire has XML Template (2012 ) [24.7.2012 [479-494] //blrnas3/cenpro/ApplicationFiles/Journals/TandF/3B2/CMIT/Vol01704/120025/APPFile/TF-CMIT120025.3d (CMIT) [INVALID 225 gained in the Italian cultural imagery and the anxieties it creates about Italy's perception of its own liminal position in Europe.
Puglia: a European region
Italy's own regional differences complicate the production of a consistent Italian national identity but most importantly problematise ideas about the Europeanness of Italians. The 230 long tradition of positioning North Italy as highly developed in its civic and economic habits and the regions of the south as socially and economically backward has enabled the Europeanness of southern Italy to be called into question; indeed, the differences between North and South have sometimes been understood in racialised terms (Gribaudi 1996; Schneider 1998) . Whilst Il padre delle spose reproduces some of these associations by 235 presenting a rural Apulian locale that is economically torpid and seemingly ill-prepared to deal with the modernising wind of Rosario's and Aurora's queer family, it also reveals a community increasingly willing to redefine its own moral, social and economic grounds. The setting of Il padre delle spose in Puglia is, in this sense, evocative of recent political and cultural transformations in southern Italy. Almost uncannily, in the last few years 240 Puglia has followed a very similar trajectory to Spain. Once perceived to be a backward, conservative southern region, Puglia has dramatically rebranded itself as one of the most progressive and gay-friendly locales in Italy. Such rebranding has been partly a consequence of the surprising election of Nichi Vendola as the region's president and the policies and reforms that have been implemented by the Apulian government 245 subsequently. An openly gay man and an ex-member of the Italian Communist Party, Vendola stormed to victory in the 2005 regional elections and was re-elected for a second mandate in 2010 after maintaining high levels of popular support. Vendola's rise has defied widely held assumptions about the South, where it was presumed that an openly gay man could never be elected to such a position (Fierro 2005) . Only a few months into 250 his first election, Vendola's government passed a law recognising the right of same-sex couples to receive welfare support. His government also launched one of the most radical programmes for green energy in Italy, setting more ambitious targets than the most environmentally friendly administrations of the regions of the north. Meanwhile Puglia has become also one of the most attractive cultural locales in Italy, as demonstrated by the 255 Apulian government's strong support for numerous arts festivals and its drive to attract film production companies from all around Italy to the region. 9 Il padre delle spose owes its very existence to funding provided by the Puglia regional government. LGBT campaigns in Italy. In the last few years, the Italian LGBT movement has increasingly framed the struggle for its two main objects, a law recognising homophobic hate crime and one giving legal status to civil partnerships, as a fight whose ultimate reward will be Italy's full entrance into the European family. Europe equates here only [479- (Pasqua 2011, 7) . For Andrea Maccarrone, spokesman for the European Pride Organiser Association: 'a differenza di tutti i fondatori dell'Unione Europea, [l'Italia] non riconosce alcun diritto agli omosessuali, mostrandosi invece piu`in linea con i paesi dell'est europeo, come la Polonia, ostacolati da una forte influenza religiosa' (Sinia 2011). 280 Once again, these comments about Puglia and Italy share a tendency to invoke an external entity (Spain, Europe, those that lie at the margins of Europe such as Poland) in order to read Italy's own image as either a backward or a progressive country. For the most progressive commentators such as Grillini and Maccarrone, this externality may either be attractive (i.e. liberal Western Europe) or threatening (i.e. Eastern Europe).
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Puglia is in itself an interesting example of this liminality within the national borders: it is a space that is seen at once as conservative and progressive, stuck with its traditions and its largely rural economy, yet moving forward with progressive social reforms and cuttingedge cultural and environmental programmes. Puglia's ambivalence also has to do with its own position as one of Italy's gateways to the east and the south. Under these terms Puglia 290 constitutes both the embodied site of a 'threat' for Italy's much treasured national and European borders (as made evident by the mass arrival of Albanian migrants in the mid-1990s) as well as a multicultural space of integration and solidarity between migrant communities and indigenous ones (as suggested by Il padre delle spose through the welcoming in the community not only of the Spaniard Rosario but also of a minor 295 character, a young Eastern European woman).
Provincial life and the economically productive queer subject Il padre delle spose focuses on the possibilities and problematics of queer life in the provinces. The drama noticeably differs from the likes of Manuale d'amore 2 which abandon the restrictive Italian province for the hospitable European metropolis; whilst 300 initially reiterating this trajectory in its move to Barcelona, Il padre delle spose reverses it with its subsequent return to rural Puglia. In doing so it shares with a handful of other recent Italian screen dramas an interest in queer provincial existence and even a preference for it over metropolitan life.
11 What is especially interesting about Il padre delle spose is its working with locally situated traditions to envisage the creation of a more tolerant and 305 dynamic community and the place that the lesbian protagonists have within this project. At the drama's opening, Aurora's home village of San Damiano is cast as a place of patriarchal restriction that stymies culture. The first sequence depicts her father expressing his determination that she will never study photography whilst living under his roof; presumably because that would afford her economic independence, he equates her career 310 ambitions with prostitution. Thus when Aurora and Rosario arrive in Puglia, their discovery that the local womenfolk are in a moribund state is hardly surprising. For instance, the women have given up the pizzica, the local traditional dance, because they are [479] [480] [481] [482] [483] [484] [485] [486] [487] [488] [489] [490] [491] [492] [493] [494] //blrnas3/cenpro/ApplicationFiles/Journals/TandF/3B2/CMIT/Vol01704/120025/APPFile/TF-CMIT120025.3d (CMIT) [INVALID too encumbered with familial responsibilities to engage in any kind of female socialising. Rosario and Aurora set up a dance group for the women of the village which enables them 315 to form a network of female solidarity and so escape their domestic seclusion. This creation of an autonomous female space is given architectural shape by the lesbian couple's renovation of a traditional trullo. After being thrown out of her family home by her father, Aurora, along with Rosario and her daughter, is given the use of a derelict trullo by her aunt Lucia who seeks to challenge her brother's patriarchal authority. 320 The women occupy what is little more than a shell and transform it into a wholly feminine retreat. Aurora and Rosario are also the two main instigators of the creation of a small olive oil-producing co-operative, established to defend the local olive groves from corporate rapacity. A businessman's plan to buy up the groves in order to produce inferior quality oil on an industrial scale are thwarted by Aurora, who brings the wavering 325 smallholders back onside after discovering that the EU offers funding for all-female business start-ups.
Aurora and Rosario's endeavours, optimistically perhaps, are shown to be culturally regenerative. But there is also clearly an economic dimension to their actions. The lesbian couple are shown to be entrepreneurial and ambitious. Their talents and initiative are 330 repeatedly stressed against the lethargy of the local rural community. One can find here echoes of the argument, popularised by American academic Richard Florida (2002) and, from an Italian perspective, by Irene Tinagli in Talento da svendere (2008) , that a society which is tolerant of diversity, and in which talent and technology are encouraged and valued, is more likely to be a prosperous one. In Italy such arguments have been 335 employed in order to validate the contribution of queer talents to this prosperity in those contexts in which their presence is most tolerated and accepted. Indeed, in an open letter to L'Unita`, spokespersons for the gay wing of the Democratic Party Paola Concia and Andrea Benedino invoke both Il padre delle spose and Florida's arguments:
Tante e tanti sono infatti le ragazze e i ragazzi italiani omosessuali che negli ultimi anni, come 340 il personaggio di Aurora del film, stanno scegliendo di trasferirsi all'estero per vivere la propria vita piu`serenamente, sotto la tutela di legislazioni piu`avanzate e moderne, in un clima sociale piu`aperto alla creativita`, all'innovazione e alla coesistenza di culture e vissuti diversi . . . . È un pezzo di classe creativa che se ne va, come direbbe Richard Florida, verso territori che sanno essere piu`attrattivi. (2006, 29) 
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Concia and Benedino warn of the potential loss of queer talents to more tolerant locales, and they stress LGBT people's essential contribution to Italian prosperity. When used to legitimise claims for more rights for LGBT people, however, arguments such as Concia and Benedino's are problematic. At their heart is a strategy that subordinates the objective of creating a more inclusive society to that of prosperity, whereby the former 350 becomes simply the condition for the latter. The kind of queer subject that is validated (and implicitly tolerated) is conceived within a market ideology that excludes all subjects other than the rational, wage-earning, wealth-maximising individual. Such assumptions may indicate the formation of what Lisa Duggan (2003) has named a new 'homonormativity', a neoliberal sexual politics predicated on a privatised, depoliticised 355 gay culture anchored in domesticity and consumption. Florida does not suggest that lesbians and gay men themselves cause economic growth, as a consequence of their own spending power. Rather, places which are open and tolerant have an edge in attracting the 'creative class', a new grouping which includes scientists, engineers, university professors, artists, entertainers, designers, and architects. This class, [479] [480] [481] [482] [483] [484] [485] [486] [487] [488] [489] [490] [491] [492] [493] [494] //blrnas3/cenpro/ApplicationFiles/Journals/TandF/3B2/CMIT/Vol01704/120025/APPFile/TF-CMIT120025.3d (CMIT) [INVALID 360 Florida argues, plays a crucial role in the generation of new ideas which in turn open up economic opportunities. Very likely, the attractiveness of Florida's argument to LGBT commentators stems from his employment of the 'Gay Index', which measures the extent to which a region's population is made up of gay and lesbian people. For Florida this index is the prime reflector of the tolerance of a region, of its cultural vibrancy and 365 therefore of its attractiveness to the creative class. An appealing aspect of Florida's account is the manner in which diversity is specifically valued; in fact, its value becomes precisely measurable. Yet, clearly, not all forms of diversity are appreciated. Whilst Florida's belief that 'a place that welcomes the gay community welcomes all kinds of people ' (2002, 256) is certainly questionable, it is not difficult to identify which subjects 370 might be excluded from this diverse society. Florida, for instance, admits that 'places that are open to immigrants do not necessarily number among the leading creative class centres ' (ibid., 254-55) . In Florida's account, certain kinds of diversity are privileged: principally, those that comprised, or are likely to attract, individuals who add economic value through their work.
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With its happy, desexualised but economically productive lesbian family, Il padre delle spose arguably makes its demands for equality wholly within not only the exclusive norms of heterosexual coupling and intimacy, but also through a neoliberal outlook. Except for a brief kiss between Aurora and Rosario, the drama avoids any overt manifestations of lesbian desire, preferring instead to indulge in a family-friendly portrayal of domestic 380 harmony and home-cooked meals. Il padre delle spose privileges a glossy, femme-centric aesthetic, which hardly upsets the dominant hetero-visual model for representing women. The drama undoubtedly contributes to asserting a sunny, optimistic vision for the future of LGBT people in Italy. Consistent with the need of mainstream TV for happy endings, Il padre delle spose relies on a neoliberal macro-narrative of individual self-assertion, 385 prosperity and success. It is a macro-narrative which -especially when applied to LGBT people -tends to concentrate on stories of aspiring, middle-class individuals, privileged by social and economic mobility, whilst conveniently neglecting stories of queer failure (Halberstam 2011 ) and denied opportunities. And yet, Il padre delle spose does offer a critique of the perverse idea of freedom sometimes promulgated by neoliberalism -namely 390 'the freedom to exploit one's fellows, or the freedom to make inordinate gains without commensurable service to the community' (Harvey 2005, 36) -through the portrayal of the businessman who aspires to rob the community of its resources (the olive groves) for his personal gain.
Further, it is not entirely the case that the drama subordinates the objective of 395 tolerance to that of affluence: the most salient transformation effected by the lesbian couple does seem to be the regeneration of various local traditions and, particularly, very public forms of female solidarity, such as the women-only gatherings where they dance the pizzica. Moreover, the drama maintains that the importation of metropolitan models of sexuality into a non-metropolitan context does not simply improve that locality; more 400 likely such an encounter will be mutually transformative, a point which is made clear by the ambivalent way in which the drama handles the question of gay visibility. The act of coming out, which organises so much gay and lesbian narrative (Sinfield 2000; Saxey 2008) , is relegated in importance in Il padre delle spose. In Puglia, Aurora and Rosario, full of caution, are continually trying to pass. The only 'classical' coming-out scene 405 occurs when Rosario confirms her lesbianism to Lucia. Lucia's response is ambivalent. She declares she will love Aurora and Rosario because they are good people; in other words, [479] [480] [481] [482] [483] [484] [485] [486] [487] [488] [489] [490] [491] [492] [493] [494] //blrnas3/cenpro/ApplicationFiles/Journals/TandF/3B2/CMIT/Vol01704/120025/APPFile/TF-CMIT120025.3d (CMIT) [INVALID she will ignore their homosexuality, which in any case, she declares, she could never consider the same as the love she has for her man. One may be initially disappointed with this denouement, which seems to show the limits of a mainstream TV drama and its 410 unrepentant heterosexism. Yet, Lucia's minimal acknowledgement suggests that disclosure of sexual identity in this local situation may be simply ineffectual, if not redundant. A more felicitous way of living as queers in this locale, the drama suggests, is to identify struggles in common and, once again, to engage in local forms of association. This is precisely what Rosario seems to learn from her time in Puglia -after having 415 suggested, in the Barcelona section, that she could not possibly understand Aurora's unwillingness to come out to her father. The drama does not, though, conclude with the lesbian protagonists' wholesale assimilation; their integration also enacts change in the workings of the community. For instance, Riccardo has to reconsider his ideas about what makes an honest and righteous man after struggling to reconcile his role as his 420 community's moral standard-bearer with having a lesbian daughter. The climactic scene in which he walks across the town square proudly holding his daughter's and her wife's arms in the face of the homophobic bullying of the businessman is arguably the most striking testament to the drama's willingness to question established moral norms and ideas of community, individual freedom and respect for others.
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In conclusion, the popular but controversial television drama Il padre delle spose provides a useful case study with which to evaluate the relationships between place, nation and LGBT politics in Italy today -a set of relationships that are in considerable flux. It articulates widely held anxieties over the country's place and direction within contemporary Europe, as the continent and even the constituent parts of Italy are 430 undergoing dramatic realignment. With the contrasts it draws between metropolitan, tolerant Spain and provincial, restrictive Italy, Il padre delle spose seems to parallel the principal discursive strategy employed by Italian LGBT activists, who argue Italy must reform itself in order that the country properly 'belong' to Europe once more. Yet ultimately the drama pulls back from this kind of analysis; such vociferous discourse on 435 Italy's place in a cosmopolitan, metropolitan Europe seems to distract attention from other pressing matters, such as what it might mean for LGBT people to live in non-metropolitan locations. At a moment when ideas about sexuality are still dominated by Anglo-American models and notions of Europeanness are regularly deployed to instruct people on how to organise their sexuality, Il padre delle spose helpfully points 440 towards local solutions that are not wholly based on individualism or economic productivity yet which make clear some of the complications relating to LGBT life in such places. 
